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Here, a desired life in music is grounded in great teaching, demanding 
performance, solid scholarship and devoted love of the art. We are a 
community wholly in love with the study of, creation of, performance 
of, MUSIC! 
- Phyllis Curtin, Dean Emerita 
Boston University College of Fine Arts 
In a new collaboration, the School of Music is pleased to feature works by studens of 
the School of Visual Arts on our program covers. 
lhls work by Michele Fais, Class of 2005 depicts the Boston Public Library. 
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BOSTON UNIVERSITY 
SYMPHONY ORCHESTRA 
DAVID HOOSE conductor 
Sinfonia da Requiem, Op. 20 
Lacrymosa 
Dies irae 
Requiem aetemam 
Toccata and Fugue in D minor 
Intermission 
Symphony No. 1 in A flat Major, Op. 55 
Andante. Nobilmente e Semplice-Allegro 
Allegro Molto 
Adagio 
Lento-Allegro 
PROGRAM NOTES 
BENJAMIN BRITTEN (1913-1976) 
Sinfonia da Requiem, Op. 20 
When he was twenty-seven years old, Benjamin Britten was asked by the Japanese 
Government to create a work in celebration of the 2,600th anniversary of the Mikado 
dynasty. But it was 1940, England was at war with Germany, and Japan was Germany's 
ally. Britten seriously questioned whether he should accept the offer. However, after secur-
ing promises from the Japanese officials that he would be in no way required to compose 
what he called "musical chauvinism," he consented, and thereupon proceeded to make as 
blunt an anti-war statement as he would until his 1961 War Requiem. Although the commis-
sioners did pay Britten for the completed work, they considered the work's Christian 
framework and its markedly un-celebratory tone to be insulting, and they never gave it a 
performance. The premiere of the Sinfonia da Requiem took place in New York, at Carnegie 
Hall, in March 1941, with the New York Philharmonic, conducted by John Barbirolli. While 
the Sinfonia da Requiem carried a public message, it also reflected Britten's personal grief 
over the loss of his parents, who had died a few years earlier; to them it was dedicated 
Although the commissioned work was to be instrumental, Britten chose three portions of 
the Latin funeral mass text as inspiration and, perhaps, to make unmistakable his statement 
against the war. Without sung words either to strengthen or to restrict the allusions, the 
journey of this, the composer's largest orchestral work, creates one grand arch that begins 
with the most private lamenting (Lacrymosa), passes through shared fear (Dies irae), and 
emerges in a supra-personal, uneasy consolation (Requiem aeternam). Britten's astounding 
poetic precision and imagination are at a high point; that he was so young when he com-
posed his Sinfonia da Requiem makes its power all the more remarkable. 
After several startling detonations, the first movement trudges and limps as a procession of 
grieving mourners seeking the strength to keep moving. The otherworldly sound of the 
saxophone haunts the treading march, but when the brass pick up the yawing line, the 
lamenting turns bitter and even ugly. As the procession finally begins to recede, a crackling 
dance of death, at once violent and arousing, approaches as a herd of galloping horses-or, 
as a squadron of enemy aircraft over London. At the eye of the terrorizing storm, the 
specter of the first movement reappears, but the heartbeat continues to pound. When the 
second of the movement's two tremendous assaults finally starts to self-destruct, sputtering 
and gasping, its demise is as horrifying as anything that had preceded. From the collapsing 
metallic heap, a comforting music appears, music that, like many of Britten's most deeply 
felt utterances, carries itself with coolness and dignity. When the final aching line climbs 
and then slowly descends to the bottom, it is clear that this prayer for peace has not yet 
been answered. 
JOHANN SEBASTIAN BACH (1685-1750) 
Toccata and Fugue in D minor 
Orchestrated by Leopold Stokowski 
Of the numerous grand orchestrations of Bach's organ works, the ones devised by Arnold 
Schoenberg, Edward Elgar and Leopold Stokowski are the most famous-or the most inf-
mous. The seeds of their fame lay in their having given audiences the opportunity to h, 
music-great music-that they otherwise might not know. The Stokowski orchestrations, 
especially of the Toccata and Fugue in D minor, met this charge most dramatically, if mainly 
through its seductive association with Walt Disney's Fantasia. The infamy of these orches-
trations, on the other hand, grew with the historical instrument movement, an effort to 
uncover the composer's intentions and meaning through the study of, and re-creation of, 
original performance circumstances and practices. 
Here again, it was Stokowski's orchestrations, even more than Schoenberg's or Elgar's, that 
received the greatest disdain, perhaps because it was easier to argue with someone who 
was not a great composer. Regardless of the philosophy that argued for or against such 
endeavors, the tastes of the later twentieth century also grew to look askance on Stokowki's 
recasting the music of Bach in such vivid technicolor; to many, his effort was unsavory. 
The need for these orchestrations may have passed, for many people now know some of 
these Bach works, and if they don't, they know where to find recordings of them, all per-
formed on appropriate Baroque instruments. However, the determination to discover the 
holy grail of original intentions may also have begun to lose some of its steam and accom-
panying judgmental posture, some of its proponents understanding that capturing the 
Bach's initiating thought and meaning not only may not be unattainable, but also may not 
be the only path into the heart of the music. 
Schoenberg's orchestrations of Bach organ works (and the Brahms G minor Piano Quartet, 
an extravagance that offends some string players and thrills most audiences) flip these 
works completely on their heads, thoroughly recasting them as orchestra pieces almost as 
·· original scoring didn't exist. On the other hand, the orchestrations by Stokowksi 
~. ed. the orchestra on its head, for he makes every attempt to transform a hundred musi-
cians into an organ-if a nineteenth century one capable of crescendi and diminuendi. The 
achievement in this orchestration of the ToccaJ:a and Fugue, even at this distance of a half 
century, is stunning, thrilling, and perhaps even revealing of Bach's heart. In short, it is 
marvelous unto itself; it is safe to listen to these orchestrations again. 
About Bach's creation, the irrepressibly imaginative Stokowski wrote: 
Of all the music of Bach, this Toccata and Fugue is among the freest in form 
and expression. Bach was in the habit of improvising on the organ and 
harpsichord, and this Toccata probably began as an improvisation in the 
church of St. Thomas in Leipzig. ·In this lengthy, narrow, high church, the 
thundering harmonies must have echoed long and tempestuously, for this 
music has a power and majesty that is cosmic. One of its main characteris-
tics is immense freedom of rhythm, and plasticity of melodic outline. In the 
sequence of harmonies it is bold and path-breaking. Its tonal architecture is 
irregular and asymmetric. Its inspiration flows unendingly. In spirit it is 
universal, so that it will always be contemporary and have a direct message 
for all people. 
EDWARD ELGAR (1857-1934) 
Symphony No. 1 in A flat Major, ~P· 55 
It is easy to understand that, when Johannes Brahms was forty-three and composing his 
first symphony, he felt the enormity of Beethoven's nine symphonies looming over him. It 
is equally easy to imagine how, when Edward Elgar, at fifty-one, completed his own first 
symphony, he felt the mantle of Brahms lying on his shoulders. Even more daunting to 
Elgar than Brahms's shadow, however, must have been the idea that what he was really 
composing was England's first symphony. 
( 
· sn't until 1898, with the first performances of Elgar's Enigma Variations, that Britain 
b gan to find a voice that had lain fallow since the death of Henry Purcell a century and a 
half earlier. During these years, English literature overflowed with the riches of Keats, 
Shelley, Byron, Coleridge, Wordsworth, Thackeray, Bronte, the Brownings, Dickens, 
Hopkins, and Tennyson; and visual artists blossomed with striking technique and person-
ality-the works of Blake and Turner alone celebrate the enormous range that had flour-
ished. But the country could claim no composers of any originality or distinction. 
Instead, England imported its music, adoring Haydn, C.P.E Bach and Beethoven, and even-
tually adopting Mendelssohn as its own. Even when British composers Charles Villiers 
Stanford and C. Hubert Parry matured during the last thirty years of the nineteenth centu-
ry, their very skilled and often beautiful music did not offer a distinct national or cultural 
voice, as did the music of Brahms, Dvorak or Tchaikovsky. Strangely enough, it may have 
been the musical entertainments of Arthur Sullivan that offered one generation of music 
lovers the freshest English musical thought. 
After the stupendous success of the Enigma Variations, audiences undoubtedly waited with 
eagerness for their favorite son to continue the great symphonic tradition. Continue it and 
expand it, Elgar did, with grandeur, amazing sophistication and complexity-even as the 
day of the symphony appeared to be waning. Edward Elgar's Symphony in A-flat, hover-
ing between nostalgia for what was-for music, England, Europe and the world-and anxi-
ety over what the next day would bring all, touched listeners immediately and deeply. At 
the first performance on 12 December 1908, the composer was called up to the stage several 
times by the audience's enthusiastic interruption after the slow movement. Several days 
later, the Austro-Hungarian conductor Hans Richter, who had conducted the symphony's 
first performance (and who conducted the first Bayreuth performances of Wagner's RinI' 
cycle and the first performances of four Bruckner symphonies), told the London Sympl 
Orchestra, "Gentlemen, let us now rehearse the greatest symphony of modern times, ana 
not only in this cauntry." The A-flat Symphony's wide-reaching power is suggested by the 
fact that, in just over a year following the premiere, it received over one hundred(!) 
performances all over the world-in England, Austria, Germany, Russia, America and 
Australia. After the premiere, a writer for the Manchester Guardian admired the Symphony's 
'robustness, sincerity, power, conviction and individuality,' and Lord Northampton, an 
acquaintance of the composer's, said that it was 'almost terrifying in its greatness.' 
None of the A-flat Symphony's powers have faded, for Elgar's prescient capture of the frag-
ile balance between optimism and melancholy, then warranted by the collapse of the British 
Empire's reach, and by the near collapse of Europe and the world (the first salvo of which 
was just around the corner), is just as relevant today, one hundred years later. The determi-
nation to locate hope that consumes his music was deeply significant during his lifetime; 
after his death in 1934, it became crucial. If the work came to engender less affection later 
in the twentieth century, perhaps the cause was a cultural complacency that turned away 
from the need for 'We,' the nominative plural in which all of Elgar's music speaks, and 
toward a desire for 'Me,' a focus that explains some of the mid-century (and beyond) 
absorption with the music of Strauss and Mahler. In today's unrest, the 'We' of this music is 
as timely as it has ever been; it can still open the doors wide. 
The shape of the A-flat Symphony (are there any other symphonies in this malleable key?) 
is Classical in its skeleton and highly unconventional in almost every other characteristic. 
One of the mysterious marks of the Symphony lies in the role of the least mysterious 
music, the music with which the work opens. When first movement's lengthy, stately and 
stable introduction comes to a contented close in the home key, it is difficult to imagine 
what could happen next. In fact, its stability makes it seem almost unnecessary for any-
thing to happen, something that an introduction is not supposed to suggest. 
Then, with a wrenching twist, the music turns its back on this dangerous equilibrium and 
shakes in startling agitation. The convulsive harmony cannot be predicted, and the 
strongest feature of the introduction-its tonal security-is gone. What key is it in? 
(Musicians argue about this sort of thing.) For a bit we really have no idea, and i:he instabil-
ity seems designed to make us forget th~t achingly beautiful beginning. Everything con-
spires agamst security, for few symphorues by anyone spend as little time in their home 
key as this one. But we cannot forget that music, and the schism begins to suggest that 
Elgar made a huge miscalculation. 
' 
Just as faith begins to fade, however, the opening music begins to peek through the thicket, 
gradually and at unpredictable moments. Much of the time, its presence is more felt than 
heard, since Elgar often assigns this music to the two players at the back of each string sec-
tion, all the while most of the rest of the orchestra busies itself with more troubling matters. 
The resulting acoustical veil can make us question whether we are hearing correctly. The tune 
almost disappears in the two inner movements, a bustling Scherzo and a heart-rending Adagio 
that, it turns out, are based precisely upon the same melodic design. Over the course of fifty 
minutes, the tune so severely rejected in the first movement rediscovers its identity, and it 
becomes clearer and clearer that Elgar's risky choice was not only a brilliant one, but a neces-
sary one. Only when we are forced to let go of the past can it fully serve the present. 
The heart-rending re-emergence of the introductory music at the end of the last movement's 
development, when it sails high up, as if hunting for solace from another world, and its final, 
powerful incarnation in the Symphony's closing pages, make it is clear that the protection of 
innocence has been lost. The painful voice of experience will forever twist and reshape our 
hope; in its transformation lives its strength. Elgar wrote: "There is no programme [in the 
Symphony] beyond a wide experience of human life with a great charity (love) and a massive 
1- - e in the future." 
-David Hoose 
DAVID HOOSE conductor 
David Hoose is Professor of Music and Director of Orchestral Activities at 
the Boston University School of Music. He is also Music Director of The 
Cantata Singers & Ensemble and of Collage New Music, and was Music 
Director of the Tallahassee Symphony Orchestra from 1994 to 2005. For 
many summers he has appeared as conductor of the Young Artists' 
Orchestra at the Boston University Tanglewood Institute. 
Mr. Hoose was the 2005 recipient of the Alice M. Ditson Conductors Award, given in recogni-
tion of his commitment to the performance of American Music; he also received the Dmitri 
Mitropolous Award and, as a member of the Emmanuel Wind Quintet, the Walter W. 
Naumburg Award for Chamber Music. Mr. Hoose's recordings appear on the New World, 
Koch, Nonesuch, Delos, CRI and GunMar labels. His recordings of John Harbison's Motetti di 
Montale, with Collage, and Harbison's Four Psalms and Emerson, with Cantata Singers, have 
been recently released by New World Records. Recordings of Peter Child's chamber opera 
Embers, and the complete chamber works of Donald Sur are forthcoming. 
Mr. Hoose has conducted the Chicago Philharmonic, Singapore Symphony, Saint Louis 
Symphony, Utah Symphony, Korean Broadcasting Symphony (KBS), Orchestra Regionale 
Toscana (Florence), Quad Cities Symphony Orchestra, Ann Arbor Symphony, Opera Festival 
of New Jersey, and at the Warebrook, Monadnock and Tanglewood music festivals. In Boston, 
he has appeared as guest conductor with the Boston Symphony Chamber Players, Handel & 
Haydn Society, Back Bay Chorale, Chorus pro Musica, Fromm Chamber Players, Dinosaur 
Annex, Auros, and many times with the Pro Arte Chamber Orchestra and with Emmanuel 
Music. He has also been guest conductor of the orchestras at the New England Conservatory, 
1 
F:istman School, Shepherd School of Rice University, and University of Southern California. 
'" --· Hoose studied composition and horn at the Oberlin Conservatory and composition at 
Brandeis University. His teachers in composition included Walter Aschaffenburg, Richard 
Hoffmann (student and amanuensis of Arnold Schoenberg), Harold Shapero and Arthur 
B~rger; his horn studies were with Joseph Singer (principal horn, New York Philharmonic), 
Richard Mackey (Boston Symphony Orchestra) and Barry Tuckwell. His formal study of con-
ducting was at the Tanglewood Music Center, where he studied with Gustav Meier and 
worked with Gunther Schuller, Seiji Ozawa and Leonard Bernstein. 
BOSTON UNIVERSITY SYMPHONY ORCHESTRA 
DAVID HOOSE conductor 
Violin I Cello Bassoon 
Angel Valchinow, principal 
Klaudia Szlachta 
Jacqueline Ludwig, principal S?<Jj~ Kim- . . . 
Nicole Cariglia S1gndur Kristjansdottir* 
Yevgeny Kutik Nicholas Hardie Laura Umbro# 
Tera Gorsett 
Yu Jin Choi 
Andrea Levine 
Shu-I Hsiung 
Win-Hsuan Lin 
Wonjung Choi 
Theresa Prokes 
Julija Okrusko 
Timothy McKendree 
Emily Rist 
Michael Jacobs 
Irene Test 
Malory Blake 
Joseph Zang 
Hyunseung Lee 
Charlsie Hanson 
Kristen Antolik 
Philip Boulanger 
Szu-Ying Hong 
Yu-Fang Chang 
Katie Weissman 
HanuiKim 
Leah Hagel 
Isabel Fairbanks 
Soona Chang 
Bass 
Violin II Andrew Stalker, principal 
Miguel Perez-Espejo, principal Adam Anello 
Amanda Burr Aaron Baird 
Lijiong Liao Tony Perry 
David Glover Thomas van Dyck 
Maia Travers Joe Ferris 
Daniel Broniatowski Ilana White 
Ashley Rath Logan Coale 
Emily Senturia 
Martha Bruce Flute 
Misuk Ro Ruben Altounian 
Hilary Castle Jessica Lizak-
Ju Hyoun Ryu Nicole Millner# 
Brittany Uschold Caitlyn Perry* 
Lauren Hastings 
Mark Froelich 
Jay Youmans 
Viola 
Peter Cama-Lekx, principal 
Gregory Williams 
Gregory Campbell 
Joy Grimes 
Jessica Lipon 
Lauren Gage 
Daniel Dona 
Clark Spencer 
Emily Rideout 
Merrick Nelson 
Michelle Rahn 
J oo-yeon Lee 
EunjungKim 
Oboe 
Jared Brown 
Amaris Carlson 
Benjamin Fox# 
Kari Kistler-
Kimberly Lorch 
Rachel Maczko* 
Einily Yu 
English Horn 
Amaris Carlson 
EinilyYu 
Clarinet 
Peter Bianca* 
Mei-Mi Lan#-
Thomas Weston 
E-flat clarinet · 
Thomas Weston 
Bass clarinet 
Ryan Yure 
Saxophone 
Vito Giacalone 
Horn 
Elisabeth Axtell 
Audrey Destito 
Erik Finley* 
Juan Juarez# 
Jenny Lackey-
Alicia Mastromonaco 
Clarissa Nemeth 
Trumpet 
Karin.Bliznik* 
Kevin Maloney# 
Mark Mashburn 
Geoffrey Shamu 
Kyra Sovronsky-
Trombone 
Jared Cowell 
Adam McColley* 
Brandon Sciarra# 
Matt Sinith-
Dennis Sinith 
Bass Trombone 
Stephen Cooley 
Tuba 
Dan Bryce 
Harp 
Chaerin Kim#* 
Ina Zdorovetchi-
Piano/celesta 
Hsin-I Huang 
Timpani 
Robert Marino* 
Todd Quinlan# 
Mark Wheeler-
Percussion 
Michael Israelievitch-
Robert Marino 
Todd Quinlan 
Mark Wheeler 
Karl Williams 
It principal in Britten 
.. principal in Bach 
- principal in Elgar 
BOSTON UNIVERSITY SCHOOL OF MUSIC 
UPCOMING EVENTS AND PERFORMANCES 
Thursday, November 3 8pm 
Tuesday, November 8 8pm 
Tuesday, November 8 8pm 
Tuesday, November 15 Bpm 
Faculty Recital Series 
JOHN MURATORE guitar with 
ROBERTO CASSAN accordion 
works by Moreno-Torroba, Brouwer, 
Hand, Koshkin, Wheeler, and Piazzolla 
Tsai Performance Center 
Muir String Quartet 
in Residence at Boston University 
MOZART Quartet in D minor, K. 421 
SHOSTAKOVICH Quartet No. 14 in F sharp Major 
DVORAK Quartet in A flat Major 
Tsai Performance Center 
Ellalou Dimmock Honors Voice Recital 
SHERRI SNOW soprano 
AVERY GRIFFIN baritone 
SHIELA KIBBE piano 
Works by Debussy, R. Strauss, 
Rachmaninov, Schumann, Ravel, and Bach 
CFA Concert Hall 
Boston University Women's Chorale, 
Chamber and Concert Choirs 
ANN HOWARD JONES conductor 
CFA Concert Hall 
Wednesday, November 16 Bpm ALEA III 
THEODORE ANTONIOU conductor 
YURI and DANA MAZURKEVICH violin duo 
KRISTA BUCKLAND REISNER violin 
Works by Kancheli, Antoniou, Lutoslawski and Tsontakis 
Tsai Performance Center 
( 
Thursday, November 17 Bpm 
day, November 21 8pm 
Boston University Chamber Orchestra 
DAVID HOOSE conductor 
YURI MAZURKEVICH violin 
BRUCH Scottish Fantasy 
SIBELIUS S}>mphony No. 3 in C Major 
CFA Concert Hall 
HAYDN The Creation 
ANN HOWARD JONES conductor 
Boston University Symphony Orchestra 
and Symphonic Chorus 
Symphony Hall 
Tsai Performance Center, 685 Commonwealth Avenue 
CFA Concert Hall, 855 Commonwealth Avenue 
CONTRIBUTORS TO THE COLLEGE OF FINE ARTS MUSIC PROGRAMS 
$50,000 and above 
Surdna Foundation, Inc. 
Mrs. Nancy L. Trentini 
$25,000 to $49,999 
The Horace W. Goldsmith Foundation 
Margaret S. Lindsay Foundation 
National Endowment for the Arts 
Ms. Virginia E. Withey 
$10,000 to $24,999 
The Clowes Fund, Inc. 
Ann and Gordon Getty Foundation 
Mrs. SungEun Han-Andersen 
Mr. and Mrs. James P. Mc.Lane 
$5,000 to $9,999 
Mr. and Mrs. Thomas R. Castle 
Aram and Jasmine Chobanian 
Mr. and Mrs. Saul B. Cohen 
Professor Ralph L. Gomberg 
Mr. and Mrs. Blake W. Hinson 
Mr. John M. Kasson 
Dr. Irene Gesiak Kelley 
The Ushers and Programmers Committee 
$2,500 to $4,999 
Richard F. Balsam, M.D. 
Mr. and Mrs. Richard Grausman 
Mrs. Marian H. Kent 
The Presser Foundation 
Renaissance Musical Arts, Ltd. 
Mrs. Ellen Katz Willner 
$1,000 to $2,499 
Ms. Linda Cabot Black 
The Blount Foundation, Inc. 
Ms. Sandra L. Brown 
Join the Friends of Music 
Ms. Dorothy D. Cameron 
Richard D. Carmel Charitable Remainder Trust 
Clovelly Charitable Trust 
Mr. William E. Earle 
Mr. and Mrs. Darrell R. GriffinMs. Phyllis 
Elhady Hoffman 
Larry G. and Ann Howard Jones 
Mr. Robert E. Krivi 
Mrs. Doris Mae Rakowski 
Mr. Charles A. Stakely 
Ms. Courtenay Brandreth Symonds 
Mr. Michael Thomas Wasserman 
Avedis Zildjian Company 
Ms. Craigie A. Zildjian 
$500 to $999 
Dr. Edna L. Davis 
Mrs. Ann B. Dickson 
Dr. Michelle Goodwyn 
Colonel Capers A. Holmes, USAF(Ret.) 
Mr. John E. Loveless 
Dr. Eftychia Papanikolaou 
Mrs. Helen Salem Philbrook 
Ms. Helen J. Steineker 
$250 to $499 
Dr. Apostolos A. Aliapoulios 
Ms. Margaret R. Bennett 
Mr. Fred A. Bronstein 
Mr. and Mrs. Stephen B. Eska 
Mrs. Carolyn B. Fowles 
Mr. and Mrs. Gene Guberman 
Ms. Julia A. Hennig 
Dr. Jimmie L. Jackson 
Mr. Byungkwon Lim 
Mr. Bernard G. Schwartz 
Mr. and Mrs. Robert N. Slotnick 
Mr. Ira Taxin 
Contributors to the Music Programs belong to a select group of people who believe in the importance 
of supporting young musicians through their educational activities, events, programs, and perform-
ances. 
We invite you to lend your support bij joining the Friends of Music at the College of Fine Arts. F 
information, please contact Chris Santos, Director of Development and Alumni Relations, Boston 
University College of Fine Arts, 855 Commonwealth Avenue, Boston, MA 02215, or call (617) 353-
2048. 
This list represents donors who have generously supported our programs for the past twelve months, 
as of September 30, 2005. Due to program deadlines, some donor names may be absent from this 
list. We thank you for your understanding. 
BOSTON UNIVERSITY SCHOOL OF MUSIC FACULTY 
STRINGS Lynn Larsen horn Jodi Goble john Wallace 
Steven Ansell viola• Don Luca§ trombone• Phyllis Hoffman• Gerald WeaJe• 
Edwin Barker double bass• Richard Mackey horn Frank Ke! ley Steven Weigl" 
Cathy Basrak, viola Thomas Martin clarinet Susan Ormont 
Bonnie Black pedagogy Richard Menaul horn Maria Spacagna MUSIC EDUCATION 
Lynn Chang violin Michael Monaghan Sidi Camara 
Jules Eskin cello saxophone HISTORICAL Bernadette Colley 
Edward Gazouleas viola Craig Nordstrom clarinet PERFORMANCE Andre de Quadros• 
Raphael Hillyer viola Elizabeth Ostling flute Aldo Abreu recorder joy Douglass 
Bayla Keyes violin• Richard Ranti bassoon Sarah Freiberg Ellison cello Warren Levenson 
Michelle LaCourse viola• Thomas Rolfs trumpet Laura Jeppesen William McManus• 
Lucia Lin violin• Mike Roylance tuba viola da gamba James Merenda 
Malcolm Lowe violin Matthew Ruggiero bassoon Christopher Krueger Sandra Nicolucci 
Dana Mazurkevich violin Eric Ruske horn• Baroque flute Anthony Palmer 
Yuri Mazurkevich violin• Robert Sheena English horn Marilyn McDonald Roger Rideout 
Ikuko Mizuno violin Ethan Sloane clarinet• Baroque vfolin Evan Sanders 
john Muratore, guitar James Sommerville horn Emlyn Ngai Baroque violin Steven Scott 
George Neikrug cello++ Linda Toote flute Martin Pearlman• 
r..- Orleans double bass jay Wadenpfuhl horn Marc Schachrnan CONDUCTING 
Parnas cello Robert Willcerson saxophone Baroque oboe David Hoose• 
obson Pilot harp Douglas Yeo trombone Jane Starkman Scott j arrett 
Michael Reynolds cello• Baroque violin, viola Ann Howard Jones• 
Rhonda Rider cello PIANO Daniel Stepner David Martins 
Todd Seeber double bass Leslie Arnper Baroque violin Craig Smith 
David Sayer cello Jonathan Bass Peter Sykes harpsichord 
Roman Totenberg violin++ Anthony di Bonaventura• OPERA INSTITUTE 
Michael Zaretsky viola Maria Clodes-Jaguaribe• MUSICOLOGY Rarnelle Adams 
Peter Zazofsky violin• Linda jiorle-Nagy Mark Bernard DeVoto Judith Chaffee 
Shiela Kibbe Zbigniew Granat Phyllis Curtin++ 
WOODWINDS, BRASS, Randall Hodgkinson Brita Heimarck Sharon Daniels• 
and PERCUSSION Michael Lewin Virginia Newes Ted Hewlett 
Ljiura Ahlbeck oboe Victor Rosenbaum Thomas Peattie• Meron Langsner 
Ronald Barron trombone Joshua Rifkin Ruth Benson Levin 
Daniel Bauch percussion COLLABORATIVE PIANO Evan Scooler William Lumpkin• 
Mark Cantrell trombone Shiela Kibbe• 
Peter Chapman trumpet Robert Merfeld 
Geralyn Coticone flute 
Doriot Dwyer flute ORGAN 
Terry Everson trumpet• Nancy Granert 
john F errillo oboe 
Richard Flanagan percussion VOCAL REPERTOIRE 
Joseph Foley trumpet Alison d' Amato 
Timothy Genis percussion Angela Gooch 
Ian Creitz.er clarinet 
Ronald Haroutounian VOICE 
bassoon Michelle Alexander 
Scott Hartman trombone Sarah Arneson• 
John Heiss flute Penelope Bitzas• 
Gregg Henegar bassoon Kendra Colton 
Daniel Katzen horn j ames Dernier 
Carrie Koffman saxophone Sharon Daniels• 
Renee Krirnsier flute Simon Estes• 
COLLEGE OF FINE ARTS ADMINISTRATION 
eissner, Dean ad interim 
. e Quadros, Director, School of Music 
Jim etosa, Director, School of Theatre Arts . 
Judith Simpson, Director ad interim, School of Visual Arts 
Patricia Mitro, Assistant Dean,, Enrollment Services 
Ell~n Carr, Executive Director for External &lations 
Zoe Krohne, Director of Admissions and Shldent Affairs+ 
Vambah Sillah, Extcutive Assistant, School of Music+ 
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-+-indicates employee of the School of Music 
Joel Sheveloff* Betsy Polatin 
Arthur Stokes Christien Polos 
Jeremy Yudkin• Jeffrey Stevens 
Victor Coehlo Allison Voth• 
THEORY and STAFF PIANISTS 
COMPOSITION Michelle Alexander 
Martin Amlin• Eve Budnick 
Theodore Antoniou• Jodi Goble 
Chao-Jan Chang Phillip Oliver 
Richard Cornell• David Richardson 
Lukas Foss• Michael Sponseller 
Samuel Headrick• Lorena Tecu 
David Kopp• 
•Denotes full-time 
Ketty Nez faculty 
Elena Roussanova Lucas 
Ludmilla Leibman• Department Chairmen 
Rodney Lister represented in bold 
++ Emeritus 
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PRODUCTION DEPARTMENT 
Brent Wilson, Manager of Production and Peifomumce 
Tuaha Khan, Stage Manager 
Martin Snow, Keyboard Technician and Restomtion 
Kyle Wesloh, Head Recording Enginttr 
Roberto Toledo, &cording Engineer 
Sandra Wein, Scheduling and Progmms Coordinator 
Kris Sessa, Librarians 

